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re-writing history: bernhard
lang’s monadologie series
(2007–present)
Christine Dysers
Abstract: The oeuvre of Austrian composer Bernhard Lang
(b. 1957) is based upon extreme musical repetition. In his
Monadologie series (2007-present), short samples of pre-existing
music form the starting point for a variety of automatically gener-
ated looping and transformation processes. The overwriting of pre-
existing music results in the creation of meta-compositions that
radically alter the listeners’ understanding of the original piece.
Sketching a general overview of the composer’s aesthetic beliefs
and the compositional strategies originating from them, this article
focuses on Lang’s Monadologie series. It aims to clarify the relation-
ships between the individual pieces of the series, to analyse the
musical techniques used to reinterpret pre-existing scores within
a contemporary setting and, finally, to interpret the implications
that arise from that procedure. The 2009 Monadologie VII: . . .for
Arnold. . . functions as a historico-analytical case study, from
which a deeper insight into the series’ hermeneutics can be gained.
Today both classical and popular music are omnipresent in our daily
lives. While we are just a mouse-click away from downloading or
streaming our favourite melodies from the internet, music is continu-
ously playing in supermarkets, restaurants, shopping streets and park-
ing lots. The entire world has become our acoustic playground.
Because of this, the ways in which we perceive our musical heritage
and the traditional canon has undergone significant changes. Exactly
this shift in the perception of and interaction with music is the central
theme of Bernhard Lang’s Monadologie series (2007–present). In these
meta-compositions, the Austrian composer distorts and reassembles
pre-existing music through the use of the mathematical principles of
cellular processing.
A Deleuzian approach to composing
In most of Bernhard Lang’s music, the concepts ‘difference’ and ‘repe-
tition’ play a central role. Throughout his entire oeuvre, the composer
places short fragments of musical material in a variety of irregular
loops. While the material can be cut, compressed and enlarged
both time-wise and spectrum-wise during this process, an obsessive
looping of the same short musical cell remains at the heart of the
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matter. The extreme repetition of the same musical material causes
the listener’s perception of it to change gradually over time, causing
the material to swap its previously fixed identity for a vast variety
of meanings and interpretational possibilities. In other words, an
obsessive repetition of the same musical cell generates difference in
its perception. This technique is at the root of most of Lang’s music
and was strongly influenced by what Heinz Kimmerle calls ‘the phil-
osophy of difference’. According to Kimmerle the oeuvres of Jacques
Derrida, Gilles Deleuze, François Lyotard and Michel Foucault are
part of a distinct philosophical movement in which the concept of ‘dif-
ference’ plays a central role in subverting the identity-thinking of
rationalism.1
Of all these ‘philosophers of difference’, it was the work of the
French poststructuralist Gilles Deleuze (1925–1995) that left the
most obvious impact on the music of Lang. Although Deleuze was
neither a musician nor a music theorist himself, music often played
an important role in his thinking. As a result, many of his philosoph-
ical concepts can be used to shed a new light on contemporary music.2
Deleuze’s ideas on the rhizome and the body without organs have for
example already proven to be valuable in electronic music discourse,
while his concept of non-pulsed time has been linked to minimal
music.3 The music of Bernhard Lang however draws upon two
very different Deleuzian concepts, namely ‘difference’ and ‘repetition’.
In his 1968 treatise Différence et Répétition, Deleuze argues that those
two concepts are complimentary, in the sense that there cannot be
any difference without repetition, nor can there be any repetition
without difference. Even when an identical repetition occurs, ele-
ments such as time and place will always differ. The dichotomy
between the two concepts hence functions as a questioning of iden-
tity, a key notion within philosophical rationalism.4
In the series Differenz/Wiederholung (1998–present), Lang explicitly
translates Deleuze’s critical method into music. By placing the musical
material into a number of repetitive loops, Lang not only deconstructs
its emotional gesture but also questions its identity. Lang’s predilec-
tion for the philosophical theorems of Deleuze, however, does not
end with the Differenz/Wiederholung series. In the more recent
Monadologie series, Lang lets his repetition paradigm run on pre-
existing music, while translating Deleuze’s ideas on the philosophy
of rationalist Gottfried Wilhelm Von Leibniz (1646–1716) into music.
In Le Pli – Leibniz et le Baroque (1988), Deleuze reflects on Leibniz’s
metaphysical treatise La Monadologie (1714). The central argument in
Leibniz’s comprehensive theory is that the entire cosmos consists of
groups of discrete entities or monads, simple substances which are
claimed to control all past, present and virtual future conditions of
each and every aspect of the universe. The Leibnizian world, in
other words, is made up out of various different aggregations of sin-
gularities. Following this idea, any form of identity is thus shaped by
the convergence of a group of singularities.5 This theory is reflected
1 Heinz Kimmerle, Jacques Derrida zur Einführung (Hamburg: Junius Verlag, 2004).
2 Edward Campbell, Music after Deleuze (London and New York: Bloomsbury Academic,
2013), p. 1.
3 Christoph Cox, ‘Wie wird Musik zu einem organlosen Körper? Gilles Deleuze und experi-
mentale Elektronika’, in Soundcultures: Über digitale und elektronische Musik, ed. Marcus
Kleiner and Achim Szepanksi (Frankfurt am Main: Suhrkamp Verlag, 2003), pp. 162–93.
4 Campbell, Music after Deleuze, p. 7.
5 Brett Nicholls, ‘Leibniz, Gottfried Wilhelm Von (1646–1716)’, in The Deleuze Dictionary, ed.
Adrian Parr (Edinburgh: Edinburgh University Press Ltd, 2010), pp. 145–6.
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musically in Lang’s Monadologie series, in which the musical material is
treated as a monadic cell. By using short fragments of pre-existing
music as a starting point for a new loop-based composition, the oppor-
tunity of exploring other states of these musical monads arises. The
pieces of the Monadologie series hence not only tend to question the
identity of the pre-existing scores on which they are based, but also
investigate their future possibilities.
In addition to this methodological connection to both Leibniz and
Deleuze, Lang’s Monadologie series also shares these philosophers’
interest in machinery. On the one hand, the pieces from the series rep-
resent abstract machines in the Deleuzian sense. Not only are they all
versions of a single composition due to the automated compositional
process, they also demonstrate only one of many possible new constel-
lations of the pre-existing material. Because of these reasons, the
Monadologies are in a continuous state of becoming, never surrendering
to a final state.6 On the other hand, Lang is fascinated by ‘the notion
of broken machinery’,7 an idea Leibniz linked to the imperfection of
the man-made machine, as opposed to the perfect ‘machines’ created
by God:8
Thus every organized body of a living thing is a kind of divine machine or nat-
ural automaton. It infinitely surpasses any artificial automaton, because a man-
made machine isn’t a machine in every one of its parts.9
The notion of broken machinery is achieved throughout the series by
Lang’s compositional strategy, which refers to the experimental films
of deconstructivists such as Martin Arnold (b. 1959) and Raphael
Montañez Ortiz (b. 1934). They create so-called recycled films, in
which small fragments of found footage are selected and subtly shifted
backwards and forwards. As a result, the viewer is forced to shift his or
her focus from the actors and the general narrative to a more subcon-
scious level, in which subtleties in movement and expression take cen-
tral stage. In his Monadologie series, Lang projects this technique onto
short fragments of pre-existing classical and popular music from both
the past and the present, hence creating a complex pattern of irregular
loops that sometimes resemble the sound of a broken record.
Granular analysis and cellular automata
The compositional method used throughout the Monadologie series is
partly automatised and can be divided into three consecutive steps.
At first, the pre-existing score that will function as the structural
basis for the new Monadologie is selected. This score will not only pro-
vide the piece with musical material, but will also offer a general
guideline regarding its instrumentation and formal structure. As
Lang considers the entire history of music as a‘giant archive of sam-
ples’ in this series, the selected score can originate from any historical
time period, including the present, and come from both classical and
6 Garin Dowd, Abstract Machines. Samuel Beckett and Philosophy after Deleuze and Guattari
(Amsterdam and New York: Rodopi, 2007), p. 14.
7 Bernhard Lang, The Difference Engine: Über maschinelles Musikdenken und den Begriff der
Musikalischen Monadologien. Lecture at Hochschule für Musik und Theater ‘Felix
Mendelssohn Bartholdy’, Leipzig, June 2008, p. 1. See http://members.chello.at/bernhard.
lang/publikationen/TheDifferenceEngine02.pdf (accessed 1 September 2014).
8 Doris Weberberger, ‘Von den vielfältigen Transformationen in Bernhard Langs
Monadologie VII . . . for Arnold . . .’, in Österreichische Musikzeitschrift, 66/1 (2011), pp. 38–44.
9 Gottfried-Wilhelm Leibniz, La Monadologie (1714), §64, translation by Jonathan Bennett,
found on http://www.earlymoderntexts.com/pdfs/leibniz1714b.pdf, p. 9 (accessed 1
September 2014).
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popular repertoires.10 The making of this decision is both intuitive and
rational. The pre-existing score not only has to inspire the composer
artistically, but also has to meet the necessary level of complexity in
order to function fully within Lang’s repetition paradigm.11
Once the pre-existing composition has been selected, one or more
musical cells are filtered from the score. These small cells of original
material will later generate the entire structure of the new
Monadologie. The samples are always between 50 and 7000 millise-
conds in length and are what Lang calls ‘extragranular’. As they lie
within the time span of human short-term memory and encompass
a distinguishable musical phrase, they function as recognisable entities
or sonic signifiers.12
In the second step of the compositional process, these extragranular
cells will form the perfect basis for what Lang calls granular analysis, a
technique similar to one used by Martin Arnold and Raphael
Montañez Ortiz, in which the perception of a sample of original
material is first deconstructed and then reconstructed anew.13
Lang’s granular analysis is opposed to granular synthesis, a common
procedure in sample-based music. The latter features samples up to
50 milliseconds, which are deconstructed into innumerable small
‘sonic grains’ in order to create completely new textures.14
During this second phase, the cells are submitted to a software pro-
gram entitled CADMUS63, which was programmed by the composer
himself to perform the aforementioned granular analysis. This soft-
ware is based on the principles of cellular automata, a discrete
model that is relevant to several academic domains such as mathem-
atics, computer sciences and theoretical biology.15
Cellular automata are mathematically idealised representations of
natural systems.16 They can best be understood in a visual and stylized
universe, in which space is represented as a one- or multidimensional
grid containing any number of cells with a finite number of discrete
states (such as on and off ). In this stylized universe, time (y-axis)
advances in discrete steps (time t= 0, 1, 2, . . .). Initially (t = 0), each
cell is assigned a specific state value (either on or off ). The state
each particular cell will hold in a next generation (t = 1) is predeter-
mined by a set of rules concerning its locative relationship toward
its neighbouring cells.17 For example, a rule could be that a cell will
be turned off when two of its neighbouring cells are on. In other
words, each cell will repeatedly change its state according to its loca-
tion in the grid, hence forming a pattern over time.
In his monograph A New Kind of Science, Stephen Wolfram discerns
four types of cellular automata, thereby focussing on systems that gen-
erate complex results from extremely simple initial conditions. Lang
10 Bernhard Lang in Suzanna Niedermayer, ‘Es ist eine Form der Kritik’, in Musikmagazin:
Neues vom Österreichischen Musikgeschehen (2006), p. 3. See http://www.musicaustria.at/
magazin/bernhard-lang/interview-mit-bernhard-lang (accessed 1 September 2014).
11 Bernhard Lang, personal communication with the author, 26 October 2013.
12 Bernhard Lang, Cuts’n Beats: a Lensmans View. Notes on the Movies of Martin Arnold (2006), p. 7.
See http://members.chello.at/bernhard.lang/publikationen/CutsAndBeatsNotesonMartin
Arnold.pdf (accessed 1 September 2014).
13 Bernhard Lang, personal communication with the author, 9 July 2014.
14 Curtis Roads, ‘Introduction to Granular Synthesis’, Computer Music Journal, 12/2 (1988),
pp. 11–13.
15 Stephen Wolfram, A New Kind of Science (Champaign, IL: Wolfram Media, 2002), pp. 7–11.
16 Stephen Wolfram, ‘Cellular Automata’, in Los Alamos Science, 9 (1983), p. 4.
17 Norman Margolus and Tommaso Toffoli, Cellular Automata Machines: A New Environment
for Modeling (Boston: MIT, 1987), pp. 5–6.
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explicitly states Wolfram’s treatise to have been a major influence in
developing the compositional software for his Monadologie series:
A significant source of inspiration for the Monadologie series . . . was Stephen
Wolfram’s A New Kind of Science, which I understand as a new theory of
composition.18
Some features of CADMUS63 are adjustable, for example with regards
to which set of rules the cellular automata will follow or how many
iterations the musical sample will run through. According to this ini-
tial programming, the software decides how the musical material will
develop; whether or not the cells will be compressed, stretched out,
cut into smaller segments etcetera. To put it in Lang’s own words,
‘the cells are exploded both time- and spectrum-wise’19 according to
the set of rules by which the cellular automata abides. Once the
new Monadologie is generated by the software, it is finally orchestrated
by the composer in a third and last step. Passages that contain non-
idiomatic writing are corrected.
It will be clear by now that the vast majority of this compositional
process involves chance. In this respect, Lang shares John Cage’s idea
of the composer as an individual who sets the right conditions in order
for a composition to develop autonomously, rather than guiding it
from point A to point B:20
I’m just like a gardener. I care for the trees and the flowers growing, but they
do the growing themselves.21
Mainly because of the combination of a semi-automatic compositional
process based on mathematical principles with a high degree of inde-
terminacy, the finished scores are generally highly complex in both
texture and rhythm. As the musicians have to follow a continuous
and chaotic stream of rapidly transforming musical cells that has
been determined by the programming of the cellular automata,
these compositions tend to present quite a performative challenge.
Difference in repetition
However uniform the compositional process behind the Monadologie
series may be, the pieces originating from it each have their own dis-
tinct identity and form a seemingly eclectic amalgam of compositions.
Despite the resemblance in style, aesthetic and compositional idiom,
the individual compositions differ in significant ways.
Perhaps the most striking heterogeneity lies in the selection of
found material (Table 1), which ranges from the sixteenth-century
In Nomine (Monadologie VI: In Nomine) to a modern-day folk rock clas-
sic by Bob Dylan (Monadologie XVIII: Moving Architecture). This induces
an analogous variety in instrumentation throughout the series, as
Lang’s orchestration at all times functions as a sonic reminder (and
remainder) of the original material.
Although the selection of pre-existing music is very diverse in terms
of origin, genre and instrumentation at first sight, some elements do
reoccur. As the works of Joseph Haydn, Franz Schubert, Ludwig van
Beethoven, Richard Strauss and Iannis Xenakis seem to be particularly
inspirational for Lang, orchestral pieces seem to take the upper hand
18 Bernhard Lang, Monadologie IX, ‘The Anatomy of Disaster’ (2010). See http://members.chello.
at/bernhard.lang/werkbeschreib/ueber_monadologie9.htm (accessed 1 September 2014).
19 Bernhard Lang, personal communication with the author, 26 October 2013.
20 Bernhard Lang in Huddersfield Contemporary Music Festival 2011: Bernhard Lang: Over and Over
(2011). See www.hcmf.co.uk/Bernhard-Lang-Over-and-Over (accessed 1 September 2014).
21 Bernhard Lang, personal communication with the author, 26 October 2013.
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Table 1:
List of current Monadologies (2007–August 2014)
Monadologie No. Subtitle Year Source material
Composer Composition
1 2007 Newly composed material by Bernhard Lang
II Der Neue Don Quichotte 2008 Richard Strauss Don Quixote
III Lamentatio / Metamorphosis 2008 Richard Strauss Metamorphosen
IV Robotica 1 2008 Transcriptions of several of Iannis Xenakis’ percussion pieces and of arecording of John Coltrane’s 1973 concert in Japan
V 7 Last Words of Hasan 2008/09 Joseph Haydn The Seven Last Words of Our Saviour on theCross
VI In Nomine 2008 In Nomine
VII ... for Arnold 2009 Arnold Schönberg Zweite Kammersymphonie (Op. 38)
VIII Robotica II 2009 Gil Evans Balladen
IX The Anatomy of Disaster 2010 Joseph Haydn The Seven Last Words of Our Saviour on theCross
X Alla Turca 2010 W. A. Mozart Rondo Alla Turca
XI ... for Anton 2010 Anton Webern Op. 21
XII 2010/11 Miles Davis Get Up With It
XIII The Saucy Maid 2011 Anton Bruckner Symphony No. 1
XIV A Puccini-Variations 1: Butterfly-Overtüre 2011 Puccini Madame Butterfly
XIV B Puccini-Variations II: Im weiten Weltall fühlt sich derYankee heimisch 2011 Puccini Madame Butterfly
XV Druck 2011 Transcriptions of several of Iannis Xenakis’ percussion pieces and of arecording of John Coltrane’s 1973 concert in Japan
XVI Solfeggio 2011 Kaiser Friedrich Solfeggio
Continued
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XVII SheWasOne 2011 Petr Kotik Many Many Women
XVIII Moving Architecture 2011/12
Bob Dylan Like A Rolling Stone
Selected texts by Rose Ausländer
XIX SacRemix 2012 Igor Stravinsky Le Sacre du printemps
XX ... for Franz 2012 Franz Schubert Trio Op. 99
XXI ... for Franz II 2012 Franz Schubert Trio Op. 100
XXII SolEtude for Re 2012 Henry Purcell Oh Solitude
XXIII ... for Stanley K. 2013
Richard Strauss Also Sprach Zarathustra
Johann Strauss An der schönen blauen Donau
XXIV The Stoned Guest 2013 W. A. Mozart Don Giovanni
XXV 10 Paintings 2013 Newly composed material by Bernhard Lang, inspired by 10 paintings byLisa Abbott-Canfield
XXVI For Pauline and Conrad 2013
Paganini Caprice No. 24
Johann Sebastian
Bach Sonatas and partitas for solo violin
XXVII Brahms-Variations 2013 Johannes Brahms Trio Op. 114
XXVIII Seven 2013 Ludwig vanBeethoven Symphony No. 7
XXIX London in the Rain 2014 Newly composed material by Bernhard Lang
XXX Hammer Ludwig vanBeethoven
Piano Sonata No. 29 in B flat major, Op. 106
(Hammerklavier)
XXXI The Cold Trip Pt. 1 2014 Franz Schubert Winterreise
tem
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throughout the series. This comes as no surprise, since the composer
defines the classical orchestra as one of the culmination points of repe-
tition in music:
With the stagnation of instrument building and the cementation of the reper-
tory in the second half of the 20th century, the orchestra degenerated from a
platform of experiment to a machinery of endlessly repeating the historical
material; the archives.22
Curiously enough, Lang sometimes uses his own newly composed
material as a starting point for a new Monadologie, rather than a frag-
ment of pre-existing music. As Monadologie I (2007) was however more
of a test run for CADMUS63, the more recent Monadologies XXV: Ten
Paintings (2013) and XXIX: London in the Rain (2014) consciously
leave the series’ familiar trail. In Monadologie XXV, ten paintings by
the contemporary artist Lisa Abbott-Canfield inspired Lang to com-
pose ten short impressions using CADMUS63, while Monadologie
XXIX takes the exploration of the software’s possibilities to an even
higher level. These three compositions are hence not entirely repre-
sentative of the series, in their use of newly composed material, yet
still draw upon its central ideas of obsessive repetition and cellular
automata.
A cellular approach to Schönberg
Regardless of these differences in conception and orchestration, every
single composition of the Monadologie series challenges the listener to
rethink his or her perception of the material that is being looped. A
brief analysis of the 2009 Monadologie VII: . . .for Arnold. . . provides
an example of how Lang achieves this change in perception. In this
work, Lang recomposes Arnold Schönberg’s Second Chamber
Symphony Op. 38 (1939). Besides referring to Lang’s musical nemesis
Arnold Schönberg, the subtitle ‘. . .for Arnold. . .’ may also be inter-
preted as a reference to the Austrian filmmaker Martin Arnold.
As with the other pieces of the series, the main compositional strat-
egy behind this work is ‘a time- and spectrum-wise explosion’ of the
chosen material.23 Spectrum-wise, an explosion of the original mater-
ial lies in Lang’s use of orchestration. Schönberg’s Second Chamber
Symphony is quite traditional in terms of instrumentation: the strings
are doubled and function as the main components, hence inducing a
typical late-romantic orchestral sound. This is more conventional than
the orchestration of Schönberg’s First Chamber Symphony Op. 9
(1906), which was written for 15 solo instruments.
Although the overall timbre of Monadologie VII is fairly close to that
of Schönberg’s piece, Lang did make some alterations. In addition to
expanding each instrument family and adding an extensive percussion
section, the score also includes an accordion and a synthesizer. Their
characteristic timbres are clearly recognisable throughout some of the
movements and heavily disrupt the sound world of what is otherwise
a conventional chamber orchestra. The most remarkable difference
between the orchestration of this composition and that of
Schönberg’s, however, lies in Lang’s strongly solistic writing. While
none of the instruments are doubled, the strings no longer function
as the predominant components they were in Schönberg’s Chamber
Symphony. It is now the wind and percussion sections that dominate
the timbre. With these changes in orchestration, Lang radically
22 Lang, The Difference Engine, p. 9.
23 Bernhard Lang, personal communication with the author, 26 October 2013.
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opposes the late-Romantic sound that characterised Schönberg’s piece.
In the light of Lang’s critical aesthetic, this spectrum-wise explosion of
the original material is likely to be interpreted as a critique of
Schönberg’s anachronistic loyalty to a late-Romantic idiom. This
notion of critique becomes even more apparent in Lang’s time-wise
explosion of the original material, which leads me to a formal analysis
of and comparison between the two scores.
As a starting point for his Monadologie VII, Lang selected five short
motives from Schönberg’s Second Chamber Symphony. Each of these
cells is developed into an entire movement, hence resulting in a
five-movement composition comprising four so-called themas and
one shorter coda. Before discussing how Lang treats these fragments
of original material, it is a necessary first step to trace them. In order
to do so, examining the structure of Schönberg’s Second Chamber
Symphony is essential.
Whereas his First Chamber Symphony was a formally more
innovative single-movement composition, Schönberg’s Second
Chamber Symphony consists of two separate movements. The first
is a slow movement in ternary form; the second strongly resembles
a sonata form. It deviates from the classical norm, however, as its
recapitulation immediately begins with a presentation of the transi-
tion, rather than the primary theme. Both the development and the
end of the recapitulation contain a number of thematic references
to the opening movement. This intensifies in the coda, in which
key, character and thematic material of the first movement explicitly
reappear, thereby creating a larger ternary structure and, more
importantly, a cyclic unity. Scholars such as Christian Martin
Schmidt and Catherine Dale describe this as a formal ‘regression’.24
The five cells Lang selected stem from both the first and the second
movement of Schönberg’s composition (Example 1). From the first
movement, he selected cells from both the A and the B section.
From the second movement, he selected material from the beginning
of the exposition and from the coda. By using exactly these cells that
are connected with structurally important moments, Lang creates a
kind of compressed version of Schönberg’s Second Chamber
Symphony, in which its original form, structure and internal logic
remain recognisable.
Lang’s choice of material from Schönberg’s coda is notable. As this
coda signifies the return of material from Schönberg’s opening move-
ment and hence grants the Symphony its cyclic unity, it would have
been a logical step for Lang to select material that explicitly refers
back to Schönberg’s opening movement. This would invigorate
Lang’s mirroring of the Symphony’s formal structure. Instead, he
selected a passage that holds no obvious thematic relationship to
Schönberg’s opening material. Although the initial key of the first
movement does make its return in this passage, it is much slower
in tempo and even marks a moment of complete standstill. Lang exag-
gerates this inertia with long sustained notes in every part. Hence,
instead of highlighting the ternary structure of Schönberg’s Second
Chamber Symphony, it appears as if Lang is trying to mask its cyclic
nature.
24 Catherine Dale, Schoenberg’s Chamber Symphonies: the Crystallization and Rediscovery of a Style
(Aldershot: Ashgate, 2000), pp. 112–19. Christian Martin Schmidt, ‘Zweite
Kammersymhonie op. 38 (Fassung für zwei Klaviere 38b)’, in Arnold Schönberg:
Interpretationen seiner Werke, G.W. Gruber, vol. 2 (Laaber: Laaber Verlag, 2002), pp. 40–48.
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A final comparison that can be drawn between Schönberg’s original
material and Lang’s Monadologie VII is on the level of harmony. Lang’s
entire first movement – Thema 1 – is based upon a small cell of mater-
ial from Schönberg’s first measure (Example 2). After three presenta-
tions of the original material, a short cluster is introduced in the
strings, which will from now on function as a legitimate part of the
original cell. This new entity will thus be integrated into the automat-
ically generated system of cuts and loops, which will in its turn trigger
the occurrence of new harmonic constellations. In other words, due to
the programming of CADMUS63, the original cell will gradually be
transformed into a harmonically more complex and more dissonant
pitch constellation.
Strongly amplifying this dissonance are the frequent flutter-tongue
passages in the flute part. This playing technique can also be found in
the flute part of Schönberg’s Second Chamber Symphony, yet is
scarcely spread over seemingly random places. As the flutter-tongue
strongly distorts the sound of the flute, it is often used in new
music. In Schönberg’s score, however, it disappears into the tremolos
and pizzicati of the strings. Rather than an innovative and sound-
disruptive playing technique, the flutter-tongue here functions as a
mere colouring of typical late-Romantic techniques. Whereas the
harsh sound of the flutter-tongue is hardly perceptible in
Schönberg’s piece, Lang enlarges it into a dominant feature of his
first and even his second ‘thema’. He does this in a very playful man-
ner, at some points even prescribing the flutes to play a ‘grosses
Eiervibrato’ (Example 3). In the light of his critical attitude, this
Example 1:
Formal scheme of Schönberg’s
Second Chamber Symphony Op. 38,
combined with the indication of
Lang’s selected cells
Example 2:
A fragment from Arnold Schönberg’s
Second Chamber Symphony (bar 1),
which forms the basis for the entire
first movement of Bernhard Lang’s
Monadologie VII: . . .for Arnold. . .
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procedure can easily be interpreted as a critique towards Schönberg’s
anachronistic yielding to the late-Romantic idiom of vibrato and
tremolo.
By choosing exactly this composition as a starting point for an
extensive looping process and by subverting any late-Romantic or sup-
posedly anachronistic idiom it contains, it seems as though Lang is
explicitly trying to undo Schönberg’s alleged regression, as proclaimed
by scholars such as Schmidt and Dale.
In the light of Lang’s loop aesthetic and his generally critical atti-
tude towards the non-repetition dogma of the Second Viennese
School it is then possible to interpret Monadologie VII as a disclosure
of a number of hidden forms of repetition within Schönberg’s
music. To be specific, this composition exposes, thematicises and
exaggerates veiled elements of aesthetical, formal and grammatical
repetition within Schönberg’s Second Chamber Symphony. As Lang
perceives the figure of Schönberg as the paragon of a long tradition
of repressing musical repetition in favour of variety, Monadologie VII
should indeed be regarded as an aggressive vilification.
Notwithstanding, this composition can also be interpreted as an ode
to Schönberg. By taking the Second Chamber Symphony as a starting
point for a new composition, Lang is placing the work into a modern-
day context and even offering it a place in the concert hall.
‘It’s all about history’25
In several ways, the Monadologie series can be understood as a more
extreme version of the ideas postulated in Lang’s earlier Differenz/
Wiederholung series. Inspired by yet another treatise by Gilles
Deleuze, Lang here puts his repetition paradigm to the extreme and
recomposes several artworks from music history. Whereas this pro-
cedure can easily be perceived as a provocative act of deconstruction,
its true nature is a lot more nuanced.
Despite his harsh critique of the senseless repetition and confirm-
ation of the art canon at the expense of any new artistic developments,
Lang considers a thorough knowledge and understanding of art his-
tory essential:
I rephrase the saying by Francisco de Goya, who stated that the sleep of reason
creates monsters. I say, the sleep of historical reason creates repetition.26
Only by studying and fully comprehending the history of the arts does
a possibility arise to transcend its endless repetition. In this respect,
Example 3:
Bernhard Lang, Monadologie VII,
Thema 1. Flute and oboe: bars
25–28. Used by permission.
25 Bernhard Lang, personal communication with the author, 26 October 2013.
26 Bernhard Lang, personal communication with the author, 26 October 2013.
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the compositions that form the Monadologie series not only function as
a critique of the art canon, but also as a confirmation of its import-
ance. By deconstructing and recomposing several pieces of
pre-existing music, Lang is at the same time both reaffirming and
questioning their legitimacy within a postmodern society. Overall,
the Monadologie series can therefore best be understood as a plea for
a critical but – even more importantly – a meaningful and contempor-
ary way of dealing with our musical history.
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